Introduction
The Art Institute of Chicago conserves among its collections a reliquary dedicated to Saints Adrian and Natalia, elaborated with sheets of silver plated on a wooden base, which, according to the institution cataloging card, dates back to the XIIth century, originating in the Leon Province (Spain) 2 (Illustrations 1, 2, 3 and 4). It is striking that, despite the artistic quality of this sacred object, scientific studies devoted to it are very limited. In fact, regarding the elaboration of the famous catalog The Art of Medieval Spain (500-200), published in New York in 1993, the complete record by Professor John Williams only collected three sporadic mentions made by researchers.
The objective of this study is to deepen knowledge of this relic, analyzing technical factors, the images that the Romanesque silversmiths displayed in their four faces, as to narrow down their chronology and place of origin.
A limited historiographic past
The first recorded mention of the reliquary dates back to 1914, when Josep Gudiol i Cunill responded to a request by Dr. Burkhard Mies, a medieval arts researcher, for unos cofrecillos, de producción catalana, hechos de madera cubierta con delgada plancha de cobre estampado o repujado a molde. Gudiol pointed out that Julius Böhler, an antiquarian based in Munich, had sent him two photographs of a lipsanotheca, which the Catalan author rapidly linked to silversmithing productions of medieval Catalonia, and he understood as the custodian of la mano de San Martín; pero los relieves y leyendas aluden a la muerte de San Adrián. 3 It is not easy to trace the piece since, hypothetically, it left Spain for Germany. In any case, its presence at that time in the Böhler collection in Munich must be linked to the establishment in the United States of another art gallery that, in the 1920s, would showcase the works of his son Otto Böhler, fact that could reveal the route followed by this work for international expatriation.
Information preserved in the archives of the Art Institute of Chicago reveal that as early as 1932, the institute was in possession of a Harry Fuld, also linked to However, the little diffusion of contributions by Charles Rufus Morey is noteworthy, where it was precisely defended that "relief studies and inscription evidence indicate an attribution to Leon, where it is known that an arm of Saint Adrian is conserved in the abbey of San Claudio". 9 The hypothesis, on the contrary, is fully assumed in the work that Jesús Hernández Perera devotes monographically to the sumptuary arts of the Spanish Romanesque. 10 The obligatory bibliographical account dedicated to the Saints Adrian and Natalia caskets is closed, as indicated in the 1993 New York catalog. 11 Here, and not without doubt, it defends its Leon origin, linking the piece with the monastery of San Adrian of Boñar, insisting on the precocity of the cult to the saint, in the Hispanic case, at least from the 7 th century, and linking the works in silver to other famous works among the Romanesque reliquaries, as is the case of the Holy Ark of Oviedo, within the framework of metal works patronized from royal centers associated with San Isidoro de Leon, and in particular, with the figure of Infanta Urraca, daughter of King Ferdinand I and owner of the mentioned monastic enclave since 1099.
More recent sporadic statements have reiterated such information, scarcely appreciating the iconographic cycle of the artifacts, limiting them to reaffirm their origin in Leon, 12 transcribing the epigraphs located at the reliquary base. Between 2004 and 2011, other studies have cited this work, maintaining the chronology indicated and linking it to the cult developed in the Iberian Peninsula worshipping these saints, without any further analysis. 
Medieval cult worship of Saints Adrian and Natalia in the northwest Iberian Peninsula
The origins surrounding the hagiographic tradition of Saint Adrian and Natalia are not clear, although their martyrdom is surely linked to the city of Nicomedia -the present city of Izmit, in northern Anatolia, Turkey-inside an insecure temporary arch that includes late years of the third century until the year 303.
Nineteenth-century authors, and especially the Bolandist school, debated over this Roman imperial service soldier who, because of his refusal to retract the Christian cult, was imprisoned and condemned to martyrdom in the said city during Galero Maximiano's term. However, his remains were quickly transferred to Argiopolis, so that he would be honrado por los griegos el 26 de agosto, 14 along with his wife Natalia and twenty-three accompanying martyrs.
However, beyond the most primitive ecclesiastical tradition and the introduction of the dies natalis in traditional Greek liturgical calendars, archaeological evidence has not been able to clarify the first building or even if it existed, location where the relics of the saint were deposited during translatio.
Of what there is no doubt is that veneration of Saint Adrian soon arrived in the West, in the pontificate of Honorius I (615-638), transforming the old Curia Julia building of the Roman forum into a Christian temple, consecrating martyrs for the first time in Western Europe, an ecclesial space. 15 Years later, its cult was taking force during the pontificate of Sergio I (687-701), of Antioch. As the Liber Pontificalis reveals, the commemoration in Rome of the dies natalis became more and more developed with night celebrations on August 14 and 15, a litany which, starting from Saint Adrian to the Forum, was directed to the Basilica of Santa Maria Maggiore, soon developing a collective penitence in his honor, parading relics and icons accompanied by songs. 16 During the 9 th century, after a vigil, Pope Leo IV (847-855) presided in a committee to honor Saint Adrian, who left this time from Saint John Lateran, stopping again in Saint Mary Maggiore, to enter the forum at the doors of the Adrian church. 17 On the other hand, it is more complicated to obtain reliable data from the analysis of calendars and martyrologies, given the disparity of dates they offer and the difficulty of obtaining absolute references to their chronology. The Hieronymian Martyrology, composed in northern Italy in the middle of the fifth century, which became a Gallic copy a century later, places the martyrdom of Saint Adrian on March 4 th while, on the other hand, analysis of other same nature manuscripts led H. Quentin to note the date of September 8 th , which became frequent in this type of sources from the 7 th and 8 th centuries.
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In the ninth century and precisely after the Ado Martyrology diffusion, the liturgical presence of Saint Adrian was increasingly frequent, thanks to a Benedictine monk author who, it seems, had in his hands one of the sources which was considered fundamental to understanding the iconographic materialization of the Chicago casket. I refer precisely to the Passio of the saint, source which we will return to in the following pages.
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For the Hispanic case, the question is even more complex, precisely because of the wide spread of the cult, even more so than in Italy, in addition to the rapid appearance of the saint in the Mozarabic calendars which signals the commemoration date on June 16 th , just like the so-called Hispanic Passionary understood it, with texts of a liturgical nature, sung during Mass, containing the acts or passions of the martyrs, with readings to celebrate dies natalis.
20
Thus, a specific date is unclear. No mention is made of Saint Adrian on the well-known Carmona calendar, one of the earliest calendars from the times of late Hispania, so it can be deduced that at such a time his worship was not massive.
21
On the other hand, the aforementioned authors established the Passionary composition precisely in the eighth century, but it must be borne in mind that, if accepting, for example, that the Antiphonary of the Leon Cathedral was inspired by an earlier codex of the seventh century, we would have a very early first testimony on the peninsular level, where not only the presence of the martyr Adrian is included, but -seeming even more relevant-the figure of Natalia erupts with prominence, being cited twice.
22
The Tarragona Orational or Libellus orationum was dated precisely at the end of the seventh century, where essential data was collected between lines 1051-1062 to understand the hagiographic construction of the iconography of these Eastern saints. It is possible that in said chronology; the so-called Post Sanctus of the office was already known, alluding to the passage in which Saint Adrian's hand is amputated, an object that will become the fundamental point of the liturgy and his relics. 23 It is precisely this source where the accent is placed on the bloody martyrdom of the saint but, above all, the faithful and unselfish role of Natalia, his wife, who alivió a los mártires en sus penas (…) is presented with honor varonil, 24 clean of marital sin and described in a sanctifying category, equal to any martyr, even if she never suffered punishment. 25 Nevertheless, and above all data exposed in relation to the spread of his cult in Hispania from the 7 th to the 9 th centuries, attention must be drawn to what is considered the essential source for valuing the figurative fortune that the martyr Saint Adrian would have. We refer to the Passio, a detailed narrative that, despite the difficulties that it's dating presents, could have been composed equally between the final years of the seventh century or the beginning of the next and copied already by other Hispanic Passionaries during the 11 th century. The text, published by Ángel Fábrega in Latin, 26 and never put in relation to the figurative cycle of the Chicago casket, will become the essential element for analysis carried out in the second part of this work, besides certifying the Adrian cult influence into the ninth century.
Precisely in the ninth century, more than other periods and data previously discussed, we find considerable information in order to understand the spread of the Eastern saints cult to the North-west of the Iberian Peninsula.
The San Adrián de Tuñón church, a celebrated pre-Romanesque construction linked to the patronage of Alfonso III (866-910), is one of the first monastic centers in which we know that the saint was worshiped in these territories. The monarch and his wife, Queen Jimena, attend the consecration ceremony of the temple on January 24, 891.
27
Although historiography has always focused on this first deposition center for relics, it should not be forgotten that previously, in 863, the existence of a church dedicated to the martyr of Nicomedia in Perlín was documented, today a village of Santa María de Trubia, and where the document indicates that the bishop Glacilla de Braga -of Asturian ancestry-consecrated a temple in honor of Saints Christopher, Adrian and Natalia. 28 24. "brought relief to the martyrs in their sorrows (...) who was diligent in the suffering of the saints"; "manly honor": Vives, José, ed. Without claiming to be exhaustive in this long matter, the truth is that authors such as Peter Linehan, among others, dissected the documents, concluding that these were in fact interpolations attributable to the bishop Pelayo de Oviedo (1089-1153) 30 and in a certain way they minimized the supposed relations between the ancient Leon Kingdom and Rome, a suitable framework for the transfer of relics, such as the one studied here.
Nevertheless, more recent investigations returned to the question, accepting that, even in the case of false documents, they would rather be false diplomats, with truthful information.
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The importance of accepting this information lies in the knowledge of one of the most important Saint Adrian cult events that took place in the Astur-Leonese Kingdom, related to a document where an Athanaric abbot is mentioned as well as the foundation of a monastery in a place called Katicas, by monks from the nearby monastery of San Andrés de Pardomino (Leon) between the years 920 and 924. from a monastery consecrated to Saints Adrian and Natalia in La Losilla, near Boñar (Leon).
The presence of the relics outside of Asturias speaks of the cult expansion, and in addition, sources provide information of protection bestowed to them by local nobility. 33 It is precisely here that the figures of Count Guisvando and his wife, Leuvina, emerge, which tradition wishes to see as promoters of the said monastery. The origin appears in the testimony of Prudencio de Sandoval who claims to have seen "memoirs" in the Oviedo cathedral, where it was indicated that Alfonso III had sent Count Guisvando Braóliz to Rome, within the framework of these letter exchanges and requests for help (mentioned above), locating here the transfer of the Eastern Saints relics and their supposed distribution between Tuñón and Boñar. 34 But as stated before, investigations have long debated the authenticity of the documents and more recently the truth of the news 35 has been defended, adding to it the mention of the count in an important number of documents related to the old Kingdom of Leon and the San Pedro de Eslonza monastery.
36
Among these sources corroborating the existence of Guisvando Braóliz and his connection with the relics of Saints Adrian and Natalia, an important inscription stands out -now disappeared-(Illustration 5), which Ambrosio de Morales translated: 36. Rollán Ortiz, Jaime-Federico. "Correspondencias…": 63-78, fourteen documents are counted, although I suspect that this point should be reviewed by the paleographers. 37. "This house of Christ dedicated under the name or invocation of Saints Adrian and Natalia, was built by the servant of God, Gisvado, with his spouse Leuvina, in the ninth hundredth fifty-eighth era. Be grateful, Oh Lord, for the purest of offerings from your servants, since they prepared it for you with joyful devotion in honor of your Martyrs. May the prayers of the wretched be received by you, Oh merciful God. May everyone who enters here sadly, leave very happy through prayer. This temple was consecrated by the bishops Cixilano, Frunimio and Fortis, the twelfth day of October in the era nine hundred and fifty-eight": Morales, Ambrosio de. This dedicatio is essential to confirm the protection that the aristocracy gave to the temple of Saint Adrian of La Losilla, and in respects, the nineteenth century historiography would settle the defense of the Roman origin of the relics of these saints, which arrived in Rome and towards the Astur-Leonese areas, which is still accepted even in more recent publications. 38 In any case, it is one of the few material remains of what should have been one of the most important monasteries of the north-west peninsula, dedicated to oriental saints between the tenth and eleventh centuries and which today has totally disappeared with its medieval factory.
Esta aula de Cristo dedicada bajo el nombre o advocación de los Santos Adriano y Natalia
The proliferation of the Saints Adrian and Natalia cult is documented beginning precisely with the Tuñón centers, Boñar (La Losilla), and especially the Leon area, unparalleled by other areas of the northern kingdoms.
The well-known monastery of Santiago de Peñalba (El Bierzo, Leon), founded by Abbot Genadio (909-920), was later ruled by Solomon (931-937) -successor of Fortis, who is quoted in the Losilla epigraph. This information may not be very relevant for making inquiries about the Saint Adrian cult and its extension towards the Galician-Bercian zones if it were not for the recent finding of an engraved inscription in the molding that runs through the eastern apse of the temple where the relics of Saint Adrian have been enclaved since the year 937. Finally, the same legionense capital counted on what should have been an important monastery dedicated to Saint Adrian, as both historical documents and modern chroniclers report. Dedicated to the saint and to his wife Natalia and with an fundación incierta, it should be located al lado del poniente de la ciudad, junto a la puerta del muro, as father Risco refers to the old Roman wall and its Cauriense door, 43 and therefore the outside walls.
In addition, this space had to be founded in the Middle Ages, which was certainly crowded due to the close presence of other foundations, such as a temple dedicated to Saint Miguel and another to Saint Marcelo: (..
.) situm ad portam Cauriensem foras murum ciuitatis; et est ipsa ecclesia inter duos monasterios, Sancti Micaelis et Sancti Adriane et Natalie, et sunt ipsos monasterios ipsu atrio de ipsa ecclesia Sancti Marcelli (...).
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On the other hand, although the few investigators who dealt with this monastery alluded to the Ramiro I (842-850) era -when the relics arrived in Boñar-to locate their origin, 45 the truth is that in the year 1080, certain problems were documented in its management that lead to a rule change, embracing now the Saint Benedict, 46 and in 1090 Risco informed about its possible architectural restoration.
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At the end of the eleventh century, the Saints Adrian and Natalia cult was a fully relevant fact in the ancient Kingdom of Leon. It is precisely in this decade when the monarch Alfonso VI was granted a privilege (ca. 1099) by which he donated the monastery of San Adrián de La Losilla to San Pedro de Eslonza, integrating in the Infantado through Urraca, now owner of the two monasteries by hereditary right and, most important for our study, endowing them with several artistic works. 48 The reliquary guarded today at the Art Institute of Chicago must be analyzed according to such chronology and historical framework.
Figurative cycle
The shrine dedicated to guarding the relics of Saint Adrian has a prismatic shape and a truncated pyramid cover with scales, while the four faces harbor the figurative 43. "uncertain foundation"; "to the west of the city, next to the door of the wall": Risco, Manuel. cycles. A lower flange, which serves as a base for the piece, accommodates a series of inscriptions, 49 while, compositional silversmithing works include micro-architectural representations, in the form of galleries of semicircular arches, with hexafoils in the spandrels and without supports or cul de lampe in the interior, which undoubtedly facilitates scene transition. Such architectures are elevated at the extremities on smooth columns, with capitals reminiscent of the Doric order, without entasis, but of the eight that are located at the cist corners, two of them are ornamented with helical bands, and small strips or lianas that embrace them.
Although technically there are several uneven areas and possibly some added silver fragments, in general the piece was assembled from large autonomous plates, both on the two fronts and on the short sides, although precisely the two larger pieces could have been readjusted during placement, causing the tunics and the feet of the figures to be cut off.
Moreover, a careful analysis of the way in which the plates were superimposed, points to their conception as a sealed receptacle, with no possibility of opening, as evidenced by modern authors and occurring with other important Leon reliquaries, such as the exterior urn -lost-made of gold and silver, which held another piece, the reliquary dedicated to San Isidoro in 1063, still preserved today with the Genesis cycle. 50 In fact, this last work is essential to understand some technical aspects of the Adrian reliquary, since, as Gómez-Moreno warned, more than a century ago, the silver urn of San Isidoro received a modern restructuring that deprived the original cover form, which the Grenadian reconstructed by drawing, and like the one in Chicago, was covered with a hipped roof 51 (Illustration 6). Face A of the reliquary (Illustration 1), on a short side, was identified by few authors who treated this reliquary as a moment of the passion of "Adrian, accompanied by Natalia, declaring their Christian faith to the emperor".
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Three figures are shown in the scene: the enthroned monarch, with regalia, identifiable perhaps with the figure of Galerius Maximian (260-311), who seems to have ordered the saint to martyrdom. He looks the other way, where one character is tied to the column and another, individualized by his hair in loops over his shoulders and beard, holds a spear and looks at the emperor.
The scene is not about the condemnation of Saint Adrian and the figure tied to the column is not even identifiable with Natalia, which, as we shall see, is precisely 49. In the old photographs published of the works of Gudiol, Donnelly and Smith, one perceives the loss of one of the epigraphic bands, which is currently lost. 50. Morales, Ambrosio de. Viage…: 46-47. He reports that the outer reliquary no tiene ninguna cerradura, sino que está clava con la plata; y así nunca se abre jamás ("has no lock, but is nailed with silver; And so it never opens"). It is these texts and, in particular, the Passio of the Saint of Nicomedia, which allow the representation to be categorized. The emperor dictates Christian imprisonment and, Adrian, here as a soldier -prior officii-in service of pagan imperial power, reveals himself as executor, tying his companions with shackles -ferro vinctos-as indicated by seventh century sources. 53 Continuing the story, we are informed of the repentance of Adrian, who addressing the emperor, finally refuses to worship pagan idols and requests that his name be noted on the Christian list.
The two longitudinally extending faces on the long sides of the urn (B and C) (Figures 2 and 3 ) present the same type of architectural framing. In the first one, the figures are divided into three groups. To the left, three characters, two beardless and one bearded, look towards the center of the composition, not especially distinguishable by their clothes -equal in all three cases-, but by the weapons they carry, a double-edged axe and a sword with a long blade. At the other end, two figures are represented, one of them carrying a sharp double-edged ax.
The 7 th century Passio refers effectively to the platoons of soldiers or executioners who carry out the judgments of the imperial dictatorship, and who are charged with making Saint Adrian into a martyr, who occupies the compositional center of the narrative. He lies stretched in the air as if falling to the ground after having his right foot amputated on a bronze anvil perfectly described in the cited text. 54 On the other side, his right hand has been equally sectioned, although essentially recovered by the personage who will take full prominence in all hagiographic development of the saint, as mentioned both in the oldest liturgical texts as well as in calendars and martyrologies: Natalia.
In addition to the aforementioned text, her inclusion in a prayer dedicated to the saints in the Mozarabic mass In diem sanctorum Adriani, Nataliae et comitum, martyrum, should not be overlooked. In the Post Sanctus, the wife is described as faithful, selfless, Christian and a companion to her husband in martyrdom. In particular, the Mass says that after the amputations, cucurrit illa ad virum: et de 57 For fear of her own punishment and losing the precious treasure, she takes the amputated hand and hides it -abscondi tmanum-among her rich clothes. Just at that moment, the seventh century text continues with the emperor ordering a large bonfire to burn the remains of the carnage and corpses of Christians who had already died. 58 This last piece of information will be relevant.
The larger plate (C) (Figure 3) is located on the opposite side of the previous one. The images represented here stand out for their drama and violence, with two bodies appearing at the panel ends. The figure on the left side lost his feet and his right hand, while the one on the right has his arm amputated and is decapitated.
It is in the empty areas of the silver composition where the silversmiths placed the amputation remains, as if fluctuating in the air, but without interrupting the focal point of the composition, in the center, where Natalia, in a veil, seems to rush to the floor, recovering with her hands the precious relic: her husband's hand.
This scene on face C has generally been understood as a continuation of what is narrated in B, but insisting on the rarity of a hagiographic cycle that gave so much protagonism to the martyrdom and the cruelties suffered by Adrian, the two major urn fronts are dedicated to this scene.
The Passio focused precisely on the blood and violence of the scene, describing sessions of lashings, disembowelments and organ scattering. 59 However, for a reliquary of this quality, a redundant exercise in figurative themes and messages is highly improbable. Most likely the two male figures, bearded and with eyes closed, both represent the death of Saint Adrian and the safeguard of his hand by Natalia. But its textual dimension goes far beyond that. In fact, the Passio points out that, following the orders of the emperor, a large bonfire was lit with the intention of burning the holy spoils, in an attempt to deprive possible pilgrimages and relic acquisition. In that moment, Natalia, dominada por un impulso, gritando se quiso lanzar al fuego. 60 Apparently, only knowledge of this source can explain the choice of these two similar subjects, which by the location they occupy, should have been the principal figures of this work. Beyond reiterating the martyrdom of Saint Adrian, the fact that Natalia is rushing to her knees into an empty silver space, and the importance given to the bodies and limbs amputated, which seem to fluctuate in the void, highlight the need for further study of these images.
Seventh century texts dictate the following from these events: The unusual treatment, in blank and without further specification, refers to plastic solutions, revolutionary, in the words of Peter Klein, used by the Hispanic miniaturist Sthepanus Garsia, who between 1038 and 1070, embodied his particular vision of the Great Flood in the Saint-Sever Beatus 62 (Figure 7 ). In it, water is limited to two neutral color stripes and without any kind of waves, escaping conventionalism of their time.
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The last of the reliquary panels in Chicago (D) (Figure 4) , on its short side, offers the image of a ship crossing the waters, this time conceived from waves, and is framed in the well-known trifora arc gallery.
Once again, the Passio specifies that, after the great storm, a Christian man from the region proposed a plan to Natalia to safeguard the relic, moving it by boat -navicula-from Nicomedia to Constantinople, under a careful sacredness, with the wind blowing in favor and where the bodies of the remaining fellow martyrs would also embark.
61. "When the bodies of all the holy men were cast into the fire, a tremendous storm struck, with thunder, rain, hail blasts, lightning and earthquakes, so that the city and the whole region was submerged in a flood. The blazing bonfire was extinguished immediately due to the water and gusts of wind. The executioners, seeing the terrible wrath, fled. Others who stayed fell to the ground and died. All who were in the company of Natalia and the other Christian ladies began to run and collect martyr relics. These women were found unharmed and not even their hair had been burned by the fire." Fábrega, Ángel. There is no doubt that the holy wife appears here showing spectators the holy relic delicately envuelto en un paño púrpura, perfumándola de mira y colocándola en su jergón, junto a la cabecera, sin que nadie lo supiese. 64 Williams, Franco Mata, and Nielsen, identified Natalia along with two of her fellow Christians. 65 However, characterization is certainly different, especially in that it is located next to the stern of the ship, bearded and similar to the way in which the effigy of Saint Adrian was figured in the rest of the plates.
The Passio recounts the journey undertaken by Natalia and her crew, with the emperor's soldiers pursuing them. After overcoming this first obstacle, the text indicates that (…) en medio de la noche, apareció un espíritu ingenioso con la apariencia de un barco en el cual parecían estar soldados y marineros. Desde allí se les indicaba como con voz de marinero, that they should keep sailing in the wrong direction because quería hacerles naufragar y destruirlos.
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The holy retinue trusted the voice of that sailor -naute orientales-, and they changed the navigation heading. The text goes on to point out that, just then, Adrian appeared on the ship and warned his wife of the deception, that the sailor was actually the devil, accompanied by those who carried his relic, walking on waters on the sides of the boat.
Using the text as a starting point, which is much more complex than the simple identification of the translatio, is necessary to assess whether, in reality, the bearded figure present on the deck, is Adrian, while the young bearded man, to which Natalia shows the relic, is not really the demon in the figure of a sailor. The fact that the silversmith had decided to occupy the minimal compositional space that the boat has to offer with these two figures as to not subtract a certain protagonism to Natalia, therefore this study will evaluate the relevance of these two characters from the hypothesis planted.
About the epigraphs
Although we have lost the first of the epigraphs located under the scene with Adrian as a soldier of the emperor (face A), there are still three other units at the base of the reliquary, known from the reading by Williams which later researchers accepted.
Side B of the casket reads: MARTIRIS EXIMI SACRUM, that is to say, "Consecrated (to the memory) of the exalted martyr", while under panel C it indicates: QUI 64. "wrapped in a perfumed purple cloth, hiding it from sight and placing it on its mattress, near the head, without anyone knowing": Fábrega, Ángel. Pasionario…: XXXI: 277. 65. Williams, John. "Shrine…": 257; Franco Mata, Ángela. "Arte medieval…": 112; Nielsen, Christina. "Reliquary casket...": 30. 66. "(...) in the middle of the night, an ingenious spirit appeared with the figure of a ship boarded by soldiers and sailors. In a sailor's voice"; "continue to sail in the wrong direction to make them shipwreck and destroy them": Fábrega, Ángel. Pasionario…: XXXIII, 47. MARTIR FACTUS SPREVIT EUM, "(Adrian) has been become a martyr, Natalia took him." Finally, the following epigraph was located on face C: (JA) CET HIC ADRIAN, "Adrian remains here."
Without going into details of specialists in the epigraphic discipline, it should be noted that, these inscriptions were of a certain conservative nature, considered explanationes or letreros que acompañan a escenas iconográficas de todo tipo para explicar su significado. Unas veces consisten en el simple nombre del personaje, otras en un mensaje doctrinal alusivo a la escena. 67 However, it seems clear today, from research advancement on this inscription typology, to try to avoid generalizations and to attend to each specific case. Frequently, any accompanying written message -if it is possible to define this action so ambiguously-a figurative representation was enclosed between the explanationes, although, in many cases, this text explained nothing.
Understanding epigraphs of these pieces under generalist criterions has led to consider that one of its most outstanding functions was to advertise a message, along with that of identifying and accompanying, when related to iconographic representation. However, recent research has limited the functions of written signs of this type, warning that inscriptions neither accompany nor identify or, at least reduce them to such functions which would impoverish messages with more complex purposes.
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In fact, if we look at the inscriptions on faces B and D, it seems that the function of accompanying the image was the smallest. The allusion to the memory of the martyr who is consecrated and exalted by the reliquary and the use of the funera type, referring to the epitaphium sepulcrale from the hic iacet formula seems to insist on the complex cataloging of the types and functions of these epigraphs. 69 The notificative verb iacet only affects the bodily presence of Saint Adrian, in the form of relics stored in the interior, but epigraphy in this sense, has enlarged the meaning from new dimensions of corporeity, as it also becomes present through the written sign of his memory, which inscription B calls to exalt. Physical presence and memory are not the same and this forces us to rethink the cataloging of the epigraphs and their functions, that of course cannot explain what the viewer does not see, the vestiges guarded inside and only the image, per se, made present.
The inscription makes present, with its written signs, which the spectator cannot see, activates knowledge of the occult and therefore drastically some directs away alleged advertising functions. 70 In fact, there are numerous cases of reliquaries -with inscriptions-which, according to sources, were not visible during medieval times.
The most relevant case for the subject discussed here has already been mentioned. The argent urn of San Isidoro, preserved today in the Museo de la Real Colegiata, in Leon, with its elaborate cycle of Genesis, presents important epigraphic developments that, at first, could be understood as connections for its reading. However, as stated, such a receptacle existed during the Romanesque, enclosed in another large urn, also of gold and silver, which deprived any vision of the smaller casket. 71 In fact, Ambrosio de Morales, the most linked person to the Middle Ages who recorded the way the work was exposed in the temple, reiterates that the outer ark was spiked and never opened. This discredits attributes of the epigraphs in the urn, that today is preserved of San Isidoro, such as advertising, pedagogical and propagandistic functions, almost understood like a massive consumption of writing.
On the contrary, the function of these epigraphs would be closer to the nature of the so-called endotaphia, inscriptions hidden within the sepulchers, whose intentional scope was directed more towards thaumaturgical and symbolic purposes. 72 In short, I cannot share that the three epigraphs of Saints Adrian and Natalia are a complement to the image, as they are not subordinates to the icon. On the contrary, the inscriptions act on the figure, endowing it with new implications of action. Thus, the inscription on face B appeals to the very presence of the icon, to its exaltation as a container of memories, hence the word eximi, which in other epigraphic funerary contexts makes the dead body present, physical, through the image of the rising soul. 73 Faced with the appeal to the memory to which the inscription of this reliquary is dedicated with the previous inscription, which appears on face C, redefines the idea from the redundancy in such action: "He became a martyr". This is corroborated by the verb sprevit, 74 a veiled allusion to Natalia and an essential character in all the hagiographic action.
The last of the epigraphs, on the D side, introduces the formula Hic iacet, one of the most relevant. For this reason, I do not think it was accidental to choose one of the short sides of the reliquary, under the translatio scene, thus insisting on a sort of triple modality of the martyr presence from the adverb hic. Indeed, here is the place, the ship, where the real relic was recovered by Natalia, but also, here, is the geographic location where Adrian reappears to perform his last miracle by way of Constantinople. Hic puts accent on the truthful presence, in the post mortem apparition of Adrian, which avoids the devil's deception.
Nor does it seem random that, following the nature of the epitaphia sepulcrale and the use of the hic iacet formula, which frequently alluded to bodies of the deceased, that inscription was placed under the panel where the story of Adrian's martyrdom is revealed, with the hand already turned into a holy relic. It is precisely here that the inscription does not mention the body at all, but where the hand is made figuratively, above.
The inscriptions, besides the information provided, allow another series of relevant data to be obtained for the chronological frame of the artifact. Thus, the external characters of the same can fit within the Carolina type letters, with some very specific preservation of Visigothic type lettering, such as the letter "M", with parallel and convergent upward strokes.
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On the other hand, the letter 'A' uses a horizontal straight line in the middle part, while the upper one is a continuation of the right side, forming an ornamental appendix.
76 Cases such as the letter 'E', which appears in a round shape, coexist with the frame, and are also specific to the epigraphs. 77 In fact, it is one of the essential characteristics of the letterings, which in many cases tend towards rounded 78 forms and resort to curved and sinuous strokes that expand upward, which, visually, entwine whole words, resembling Carolina style writing.
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In addition, one of the most representative elements of this writing is the abbreviation 'US', where the 'S' is transformed into a large comma, appearing here in the word factvs, on face C of the reliquary.
Far from being exhaustive in the analysis of the inscription ductus and waiting for an investigation by specialists in this matter, it is convenient to make a quick review on Romanesque silversmith productions of the Northwest Iberian Peninsula, with the intention of establishing comparatives that allow understanding of the artistic framework in which the Adrian prestige was invoiced.
We must first mention the artistic heritage, lost in this sense, an insurmountable issue, more and when, for example, relevant works are lacking from the ancient temples of the Kingdom of Leon, between the first half of the eleventh century and the first decades of the twelfth century. There is nothing left to cite from a case that should have been magnified among the works of Romanesque silversmiths, the old altar front and the canopy of silversmith's work done under the committees of Bishop Diego Gelmírez for the Cathedral of Santiago de Compostela. 80 Little more is known about dozens of pieces that the Historia Compostelana mentions in the power of the ecclesiastic, like the silver missal, a silver letter box, boxes, a Lignun Crucis of the same material, a gold cross, three chalices, 81 and a crucifix mirifica aurificis manu consculptum, property of Gelmírez, which is also lost. 82 According to Ambrosio de Morales, it is an altarpiece mayor que creo hay en España, 83 which the monarch Alfonso VI of Leon ordered to be made for the monastery of San Benito de Sahagún. Neither is there any greater evidence of the cross donated by the infanta Urraca to the cathedral of Leon 84 or the one offered to the altars of the basilica of San Isidoro and which is known from a modern description. 85 Lost works susceptible of being compared with the casket of Saint Adrian are innumerable and its destiny should not have moved away from the suffered cross, property of infanta Elvira, invoiced for the monastery of Valcabado (Zamora) and sent off already -desfacere-in its time to his Niece, Queen Urraca, to buy a horse with the nine marcos she obtained. 86 Others were more fortunate and although they remained missing throughout the 20 th century, recent research has managed to provide some images for study. This is the case of the portable altar from the monastery of Santa María de Obona (Tineo, Asturias), 87 a piece of Romanesque silver whose existence was already known in the nineteenth century from drawings showing epigraph development that ran along the illustration edges 88 (Illustration 8) and today an old photograph exists that allows its study, adding it to this limited list of irrecoverable objects (Figure 9) .
Finally, in an attempt to deduce the artistic context in which the Chicago casket was made, the necessary comparisons must be made with respect to the San Isidoro casket in Leon (ca. 1063), the ark in Cámara Santa of Oviedo (ca. 1072 approximately), the aforementioned altar of Obona and the San Salvador de Fuentes cross (Villaviciosa, Asturias), preserved today in the New York Metropolitan Museum. 89 The epigraphic comparison of the inscriptions presented by these pieces with respect to those covering the lower part of the Chicago reliquary is quite representative. In the comparative table (Figure 10 ), the presence of the letter A seems common to all the relics linked to the silversmithing core of the AsturLeonese area, with a small horizontal stroke on the union of the two converging ends, which is especially visible in the inscriptions of the oventense Holy Ark. This particular element, almost by way of nexus, unites the letters in the Obona altar. Without elaborating on the parallels of all the inscriptions, the combination of the square letters with lowercase is symptomatic, a characteristic shared by all the relics. However, while the earliest works, such as the isidorian ark and that of Oviedo seem to reveal certain visigothic preservations, the altar of Obona, for example, already stands out for the total absence of these preservations, since this piece is dated between 1113 and 1138. 90 On the contrary, if the comparison is established with other relics from the same circle, such as the portable altar donated by the infant Sancha Raimúndez in 1144 to San Isidoro de Leon, preserved in the Museum, the data also confirms an ante quem date for the Chicago urn (Figure 11 ). Epigraphic characters from the era show full knowledge of Carolina style letters, which are more evolved and differ from the Saint Adrian casket model. This data will serve as a basis for the chronological assessments that will be concluded at the end of this study.
Style as a chronological factor
The last section of the paper focuses on a stylistic analysis of the formulas used by the silversmiths who made the Saint Adrian casket. The absence of specific documentation that makes it possible to specify the origin of the piece more precisely, as well as the details of the hypothetical workshop to which it must be linked, again, must be handled with problematic stylistic contextualization.
The method is dangerous, especially when taking into account the most recent proposals made by researchers and, in the case of Astur-Leonese silversmith works, researchers have tried to outline a renewed panorama of artistic affiliations. This is the case for the Holy Ark of Oviedo, a piece which traditionally established contacts with respect to the Isidorian urn of Leon, but which today is dated in the year 1072, siendo una creación de un taller de orfebrería situado en la corte leonesa cuya actividad se debió iniciar con las obras de Fernando I y Sancha, y continuaría en vigor durante el reinado de su hijo Alfonso VI. 91 This tendency has been increasingly accepted in recent years, in an attempt to rebuild this workshop, located under the auspices of the royal Leon family. Pieces such as the portable altarpiece of Obona, 92 the chalice of abbot Giraldo (1096-1108), in the cathedral of Braga and dated around the year 1004 93 or the cover of Queen Felicia's Evangeliary, dated between 1072-1094 and with undoubted technical similarities with respect to the chalice of Urraca, 94 have allowed to extension of works coming from the Leon capital, to other distant areas.
The techniques used by the silversmiths in the adriana casket do not have direct or absolute consequences with the remaining pieces, a fact that, in no case, is an obstacle to disconnect it from isidorian workshops. In fact, this is one of the main riches made from the set of goldsmiths and ivory artists in San Isidoro, characterized by their extensive artistic production, which probably began in 1059 with the San Pelayo casket and extended to at least the Year 1150. These artists were able to create very different works stylistically, as dissimilar as the Hispalense urn and the Urraca chalice.
Among such a heterogeneous corpus of works, the Saint Adrian casket would enrich this wide use of iconographic and material solutions.
The use of slender micro architectures, with unpaved alley arches, or the introduction of columns with trusses girded or decorated with fine helical vines, is a feature that has been understood proper to the legionense workshop, appearing in the Holy Ark of Oviedo, 95 possibly in the gold coverings of the San Pelayo ark and now also in the Saint Adrian casket. In all the pieces, the presence of a very specific type of smooth capital points towards unitary formulas (Illustration 12).
On the other hand, in an impeccable study on important pieces relevant to Central European Romanesque silversmithing, Joachim Huber indicated that one of the distinguishing features of the Isidorian ark was its four waters structure, 96 without a doubt an original element that is shares with only a few of the preserved pieces in the Hispanic Northwest and of which the Saint Adrian casket would be totally indebted.
Although scaling as a decorative element is frequent in this type of work, it should not be forgotten that it was one of the reasons for the increased fortune from the year 1100 in buildings of the Spanish-Languedoc 97 orbit, from Toulouse to Compostela. Even losing the Romanesque models, the small representation of the tomb of Santa Eufemia from the Orense cathedral, 98 with its scaled cover, seems to recall some figures that should have been very widespread in the ancient Kingdom of Leon.
Less original solutions, such as the location of hexafolias in the spandrels of the Adrian casket arches, have monumental parallels in stone, for example, at the door of forgiveness in the Isidorian basilica, on the heads of Saint Peter and Saint Paul, evocative in turn of formulas proper to the metalwork. 99 Finally, valuing the technical handling of draping analysis, which is often used -not without problems-to match sculpted Romanesque productions, it will be observed that, of course, the folds of the Adrian ark point to a much greater complexity and naturalism than the Isidorian ark figures. Even more similar, although not absolute references, are the figures in the Holy Ark of Oviedo, especially for being more complex, swirling at abdomen height in both pieces. 100 As a conclusion, it should be pointed out that there is no problem in locating the invoice of this silver work within the silversmith committee linked to the Leonese royal family, especially between 1099, when the monastery of Saint Adrian passed into the hands of the Infanta Urraca, along with the invoice of the last works linked to the Isidorian workshops, in the year 1150.
On the other hand, the new reading of the hagiographic cycle that we have presented here seems to emphasize the importance of such images in Natalia, both in the episode of the martyrdom of Saint Adrian, in the passage of the fire extinguished by the storm, as well as in the appearance of the demon during translatio. This knowledge was found within the Passio and the Tarragona Orational.
Finally, formal and technical aspects, the morphology of epigraphic writing and its direct relations with other reliquaries of the Astur-Leonese area seem to confirm both the geographic and chronological ascription defended here.
100. I desist making a detailed comparative description of the draped textiles of all the works cited. Sufficed to note, as a specific feature, that the image of Saint Adrian on the A side of the Chicago chest shows a fold of the robe that moves in the wind, quite similar to the solutions used in the niellated cover of the Holy Ark (Oviedo) , where the angel on the right arm of the Dimas cross, the Good Thief, offers a direct parallel. illuStration 1. CaSketS oF SaintS adrian and natalia. FaCe a.
® the ChiCago art inStitute.
